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For 40 years after World War II and for 70 years after World War I, communist rule established a relationship between the arts, the state, and the sodety -first in the Soviet Union and later in the eastern European countries -that differed radically froIp. the place of art in the capitalist west and from the lines of historical development which had shaped European art for many generations. Since the nineteenth century, art and artists had become more and more emancipated from particular patrons and oriented to the market. In the process, autonomy for individual expression increased greatly, while innovation and experi mentation became norms that dominated critical discourse as well as the upper-end marketplace. Artistic developments in the Soviet Union as well as in eastern Europe after World War II took off from this modern experimental art of the late nineteenth and the early twentieth century. But the thrust of communist rule and its transformations over time gave art a place in politics and society that was radically at odds with central tendencies of modern art, which included the premium on experimental innovation and, at least for a significant minority, the critique of established culture and society. Now the state, the party, and their organizations were to become the new patrons of the arts. And art was to pursue public tasks. It was to speak to the working people and not only to an aesthetically educated elite. It was to articulate the goals of social transformation and, increasingly, praise the emerging status quo. Eventually, it was to submit to a political control that became as concerned with the maintenance of power as with the construction of a new society. Yet this conception of art and society inevitably created dilemmas that were productive of tension and, in the long run, of change. If the egalitarian idea of working for a broadened audience had appeal, the values of the craft of art as well as
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Rueschemeyer 127 esoteric standards established in the development of modern art did not become irrelevant for many artists. The critique of culture and society was not easily forgotten, even if many were willing to join in the creation of a new society. And if artists embraced the public place of art as well as the patronage that offered them a secure living, these came with burdensome controls.
There were great differences in the art worlds of eastern Europe during the communist period. After the death of Stalin, artists in Poland, Hungary, and Czechoslovakia (at least until the end of the Prague Spring) had more possibilities for developing their work, more exposure outside their countries, and greater toleration from the state than artists in the other countries of eastern Europe, including the Soviet Union itself and the German Democratic Republic (GDR) of East Germany. This chapter will concentrate on developments in the GDR but will incorporate a few glances at related events and changes that have taken place in Poland and in the Czech Republic. It will examine the role of art and artists during the communist period as well as the changes in the art world that came about after the collapse of communism. The issues that arose in the transition to a more market-oriented economy and a more pluralist politics are not only instructive about the emerging new situation of art and artists but also throw a revealing light on the place of art in the state socialist GDR.
The chapter will first offer a brief background sketch of the visual arts in eastern Germany and the important institutions of art that shaped the experiences of artists during the communist period. It will then address the transformations that took place in the art institutions them selves and in the production of art during the 1970s and the 1980s before unification took place. The final section of the Chapter discusses the changes that have taken place since 1990 and their implications for the supports artists receive, their relation to viewers, buyers, and sponsors, and their self-understanding of what it means to be an artist in the east of the newly unified Germany. These changes are of interest in them selves but also for what they tell us about the old system and its legacies.
The transformations in the polity and economy of the former GDR after the end of communism differed from the processes of transition in other eastern European countries. After unification, eastern Germany became palt of the Federal Republic of Germany and took on its political and economic structures as well as many of its social institutions. That does not mean that the forms that evolved, and the norms and expectations of different groups in east German SOCiety were simple replicas of those in western Germany but the boundaries of transformation were much more i Ii ', 1 128 East German Ait l3efore and After 1989 defined in advance than those in Poland or the Czech Republic. Still, we believe that examining the changes in the world of art in eastern Germany before and after the events of 1989-90 can tell us a good deal about the relations between the arts, the state and the society under communism.
The beginnings of the GDR and the visual arts
Although the GDR was created after the fall of Nazism, its artists inherited not only the immediate past of heroic and sentimental art, but sought roots in the Weimar Republic and in traditions of much earlier periods, for example in the realism of nineteenth-century painting. In 1946, after the end of World War II and the defeat of the Nazi regime, artists who had been persecuted by the Nazis were exhibited in Dresden and Berlin. Art produced in the first part of the twentieth century could now be shown. The work of expressionists, of former members of the Association of Revolutionary Artists of Germany (ASSO), which existed from 1928 to 1933, as well as artists identified with other artistic movements of the pre-Nazi period now represented the new Germany, the new start for both the east and west. But by 1949, the diversity that existed in eastern Germany was seriously threatened. The impact of the Soviet Union and the tensions of the Cold War gave strong su pport to those sympathetic to socialist realism, and they, along with others who just conformed to the new political demands, took over positions of power ill East German art institutions and academies.
The interests of many artists in gaining exposure, commissions, and positions, led them to turn away from styles that could be criticized as Western, or formalistic. Others emigrated. Ironically some of those who now left for western Europe were artists and writers who had fled Nazi Germany and returned to East Germany, some during the McCarthy period, only to experience severe criticism of their work. And it was only after the death of Stalin in 1953 that the political pressures on the artists were eased. The period of Khruschev raised hopes for greater artistic freedom from state control throughout tile Soviet bloc (Rueschemeyer etai., 1985) . In the GDR, artists such as Willi Sitte, Bernhard Heisig, and Werner Tlibke turned to more individualist forms of realism. They became the typical representatives of GDR art abroad in the 1970s and 1980s, though there was also other work that appeared more impressionist, decorative, and expressionist in style. But one cannot speak of a simple liberalizing of the arts after the Stalinist period. There were setbacks and tensions in both the Soviet Union and the GDR. And, as we shall see in the case of the GDR, these led to concerted efforts by the artists themselves Rueschemeyer 129 to challenge state assumptions and control of the arts, to achieve more openness and autonomy in their work.
At the outset, GDR offiCials wanted the public to be exposed to art that would reeducate them out of their old, reactionary views and increase their general aesthetic understanding. Art was to be embedded in popular culture and accessible to the people. A common culture was to be created through wide participation in amateur clubs of all kinds and through broadened exposure to exhibitions, which included art shows in some enterprises and talks at the place of work as well as work collective excursions to exhibitions. Though there is little question that the general educational level was increased, with few exceptions school children had no exposure to more contemporary art forms and were taught the established positions. It is probably fair to say that despite the efforts to create a common culture, GDR intellectuals and artists created and supported more complex forms of the arts (Rueschemeyer, 1991) than were supported by the broader public.
Erich Honecker, after becoming the first secretary of the SOCialist Unity Party (SED) in 1971, declared at a talk to the Central Committee that provided one started from the standpoint of SOCialism, there could be no taboos in art and literature, neither in content nor in style.
Honecker was responding to pressures from writers and artists as well as to more general demands for greater economic and social improve ment. From that point on, developments in the arts in the GDR reflected the ongoing tensions between these pressures and the self defined needs of bureaucracies and ideologies.
Organizing the arts in the Gennan Democratic Republic
The responsibility for policy on the arts, museums, and exhibitions as well as for the allocation of important funding was, following the model of the Soviet Union, given to the Ministry of Culture. Together with the Artists' Union, it shaped the institutional world of GDR art and provided patron age; both were linked to the leading SED. Both Hans Joachim Hoffmann, minister for culture in the 1970s and 1980s, and Willi Sitte, who was head of the Union until 1988, were members of the Central Committee of the SED. Exhibitions and sales took place in 35 national galleries. The Kulturbund, a cultural umbrella organization, sponsored lectures, exhibits in small galleries, amateur circles of a variety of sorts, and hobby groups.
These activities often took place in the Kullllrhduser or club houses, which were created all over the region in an effort to relate culture to a broader audience; the scope and quality of their offerings to the public varied.
The union played a particularly important role because it negotiated collective or individual contracts for socially important art such as monuments and murals commissioned by various social organizations, enterprises, and the state. The cultural work of the Freie Deutsche Gewerkschaftsbul1d (FDGB), the national organization of labor unions, included such contracts with industry and culture. The Offices of Fine Arts in the 15 district governments were also important sponsors. These were part of the department of culture in each district administration.
Artists generally worked through the district branches of their union section to receive commissions, contracts, interest-free loans, and other benefi ts.
The union enforced official policy on the arts, but it also mediated between official policy and the demands of the artists. Eighty percent of the artists in the GDR joined the union as candidates after graduating from art school. Aside from greater access to jobs and studios, union membership also offered a number of other benefits, including access to vacation houses. As in other eastern bloc countries, even with the · differences that existed among them conformity to prevailing norms was a criterion for the broad exposure of one's art as well as the other benefits that came with being a member of an official artistic community.
Galleries were run by a variety of institutions, including both the national and city governments, the Artists' Union, the Kulturbul1d, and subordinate political parties such as the Christian Democratic Party.
None were privately owned, though by the 1970s semi-private distribution alternatives were created. Increasingly, they were to show work that appealed to a variety of tastes, so that artists with some diversity in style could gain exposure. Artists still had to be aggressive in cultivating connections to institutions and organizations sponsoring artwork, and in obtaining commissions, even if they got some help through the mediating activities of the Artists' Union. Sometimes a museum, a factory, or a city government commissioned a piece of art which if uncomfortable for the audience or the politicians, was simply stored. Though complicated to arrange, it was advantageous for artists to sell their work abroad, not only for the foreign currency earned (artists retained only about 15 percent of what they earned in western currency), but for foreign recognition.
Changes in the 19705 nd 19805
As mentioned above, even quite significant changes toward greater diversity were marked with reversals and accompanied by intense concern about consequences. But over the years, artists who were first considered Aside from changes in the governance of the art world, from the mid-1980s on, there were exhibits, concerts, and happenings -mainly in particular areas of the City -that were more experimental and not officially sponsored. Visual artists crossed beyond the boundaries of their own media and cooperated with poets, dancers, and musicians. Some of those participating were members of the union; some worked at other jobs to support themselves and were not members of any formal artistic institution. Though there was no one shared political philosophy, probably nearly all of those who participated had some ideas about the independence of the arts and rejected restrictions on critiquing their own SOCiety. At the same time, however, some of these independent efforts were stopped by the authorities. One well-known incident during this period took place at a festival in Dresden, which included contem porary art with jazz and rock. An artist reading from the leading offiCial daily NeLtes Deutschland threw the headlines to the audience; consequently, two artists were arrested and the director of the culture house fired (Rueschemeyer, 1991) .
Support for independent artists and space for independent exhibits and performances were also provided by the Protestant Church, which became an umbrella location for groups of various kinds, among them those who gathered to promote environmental and peace initiatives. (Rottenberg, 1995: 29) . After Martial Law was declared, artists turned toward niche audiences, and many showed their work in apartments and in private studios.
Aside from increased pressures for reform that developed especially in the 1980s in eastern Europe, even among people inside formal institutions, inside the mass organizations, and even inside the Party, there were artists and writers who were amazing spokespeople for the complexity of reactions experienced in their countries, including alienation, aware ness of contradictions, the difficulties of coming to terms with ongoing ambiguities in everyday life, despair about human rights, and annoyance with the myriad of trivial impositions on their lives. Many were enor mously respected. Even when they were not able to exhibit offiCially, artists attracted enthusiastic visitors to happenings, to small shows in their apartments, in clubs, and workplaces, and sometimes they sold their works even to government officials. They were watched and restricted because art was viewed as powerful, as having potentially a major impact on SOCial and political life.
Even after the 1970s, after the promise of greater freedom for artists, there were still forbidden themes that could not be addressed, such as criticism of atomic energy, the Berlin wall, the military structure, or nostalgia for certain landscapes that might refer to the 'other Germany'.
One possible indicator is emigra tion. In the years prior to these develop ments, especially before the borders were closed, many artists had left the GDR. According to one estimate, about a third of the 50 best artists in Germany left between 1982 and 1987; this was similar to the proportion of artists who emigrated during the worst period of Stalinist influence in the 1950s. In the 1980s, a number of artists had actually been given permiSSion to visit and even have extended stays in the West in the hope that they would remain in the GDR. But the matter is compli cated. According to Matthias FlUgge,3 the then editor of the journal ___ Neue Bi/dende Kunst, artists defected in the 1980s, not because of any sub stantial government impediment to their work but because of greater opportunities to travel and boredom, though he also writes that 'the history of art in the GDR mutated into a history of the softening of ideologically-based pOSitions but not into a history of their basic under mining' (Fhlgge, 1998: 21) .
A final point worth remembering when we consider the changes that took place in the art world before the unification of the two Germanies is that the development of an internal market for art and the increasing interest in a number of the less offiCial and often younger artists meant that a type of 'other culture' existed within which artists worked and 'which often shared a capillary exchange with the official culture' (Fhlgge, 1998: 32) . One of the complaints of East German artists now is the lack of public recognition in western Germany of the diversity that existed within the art world of the GDR.
Changes in the East German art world after unification
After considering the changes that took place in the GDR before unifi cation, it is tempting to conclude that much of the transition had already taken place before the fall of the regime. The artists had worked to achieve some changes in the union, changes in leadership and increased acceptance of new art forms. A number of artists were able to sell their work not only in the GDR but also in western Germany and Europe. The opportunities for travel, though still restricted, had increased.
Artists were exposed to new developments in the arts not only in the eastern bloc but in the west as well. They had the experience of building and maintaining an interested audience. Furthermore, outside of the immediate production of art, many took part in the protests and actions that brought about the end of the regime and became members of newly formed political groups and parties. The opening of the borders, the increased opportunity to pursue one's art without political constraint and to be part of a broad and sophisticated art world, led many artists to express feelings of relief and excitement about the future.
Yet the demise of the old system and the incorporation of the former GDR into the political and economic framework of the West German Federal Republic was not without its problems. It is probably fair to suggest that the younger artists had the least difficulty with the transition4
But for many others, there were concerns with making a living in a market economy, with the new art institutions that were established in eastern Germany after unification, and as with the challenges the Rueschemeyer 135 transition posed to their self-understanding. These complexities provide us increased insight into the interrelationship between arVstic under standing and production and the economic and SOCial world in which they take place.
Art in a new economic situation
Although the arts are heavily subsidized in the Federal Republic,s the income and income security of artists depend primarily on their success in the market. This is mediated by local and regional cultural public institutions, which have primary responsibility for cultural policy,6 by the changing gallery scene, and by some self-help initiatives. But even with some possibilities of support for artists in the form of contracts and studio spaces, artists are not helped on a regular basis to gain contracts, work in affordable studios, acquire materials, and find exhibition opportunities as they were in the GDR. The primary role of the market means that many are no longer able to make a living from their art, while a few benefited conSiderably from the transition. Some found work in related, more applied, fields. Others could rely on temporary public empioyment schemes, on unemployment insurance, and on welfare, which in Germany has been available for quite long periods. But many had to find other means of livelihood. The first important change, then, was in the benefits artists had come to take for granted. Some of these reductions were gradual so that it was sometimes possible to make other arrangements even if at a lower level of support.
There is no longer an institution eqUivalent to the offiCial union of artists of the GDR. In May 1990, in the phase after free elections and just before unification, the union played a much diminished role, even though it was still receiving funding from the state. A specially convened congress resulted in a thorough restructuring of the organization and with its changed name, which excluded any reference to the GDR, it increased decentralization and proclaimed political independence. But because West Germany had no union counterpart, the future of the East German union became problematic after unification took place. At that time, a few of the upper-level union functionaries i. n Berlin opened a new gallery near the central union office, where they planned to exhibit work by east German and other artists as well as continuing their union as long as possible.
The professional association of artists in the Federal Republic, the Berufsverband bildender Kiinstler (BBK), had been negotiating with the of the West German Association are different and more restricted. The Berlin association, to take one example, includes some services for artists, legal advice/ help in finding studios for rent, and providing work opportunities, such as teaching groups of amateur artists. These work opportunities have been considerably reduced in the last few years.
Associated with the BBK is Kulturwerk. Among its activities are a sculpture workshop and a publishing workshop.
There are 13,000 members in the Federal Republic, 2000 in Berlin. There are few eastern members; in the late 1990s in Berlin about 200, from both Berlin and Brandenburg, and they are mostly young. Several eastern altists cannot afford to pay the dues.s Some eastern artists received public grants from the employment creation program (Arbeitsbeschaf (ul1gsmassl1ahmen, ABM) .. These ran at first for one year, then were extended to a second, and in the end it was possible to apply for support for a longer period, for three or more years. This support system was later cut back but then increased again before the elections of 1998. The administrator of the BBK estimated that perhaps 50-100 artists received this support but maintained that many eastern artists did not even apply.
There has been some support for studios and for renting galleries with the help of ABM positions. For example, artists willing to take part in the reconstruction of a neglected house may receive gallery space in the house itself. In certain areas the rent is lower than in others. However, the BBK in At the beginning of the transition, artists feared that art would not fare well in competition with the full spectrum of consumer goods that was now available. During the immediate transformation period, sales to foreigners, especially west Germans, were maintained. A number of western galleries arranged exhibits. In fact they bought a great deal of the art at what were for them moderate prices, and one could hear complaints that the prices set for east German art had been too lown Some observers involved in the arts believe that now west Germans are not generally buying eastern art and that it is the easterners who, when they can afford to, continue to buy the work of eastern artists, work that typically refers to a classic, more conservative tradition. There is also a smaller east German audience that is more familiar with experi mentation in form from their association with artists in the GDR and from ongOing visits to galleries and museums in the east and west, where they come in contact with the contemporary work of east German artists.
It has been observed, however, that when western doctors, lawyers, and other 'similar types' actually move to cities with a rich art tradition, to Dresden for example, they do indeed buy east German art. Though this is not yet typical of Berlin, the transfer of government personnel from Bonn may eventually provide a larger western clientele23
After unification, the number of east Germans visiting museums and smaller galleries dramatically decreased. In 198 9, the art museums had 8.9 million visitors, the next year around 4 million, and in 1991, 3.6 million despite the increase in exhibits. This decline was followed by a gradual increase, which was due to interested people of a high educa tionaI level coming more than a few times. Both characteristics -multiple visits and a high level of education of museum goers -hold as well for western Germany (Lindner, 1998: 258) .24 Although it is beyond the scope of this chapter to discuss in great detail interpretations of this development in light of a more general evaluation of the success in creating a common culture in the former GDR, I did refer earlier to the difficulties attracting a broadly based audience to the more 'contemporary' and less repre sentative visual arts. Nevertheless, workers with their work collectives did visit galleries and museums in the GDR; whether some of tbem will eventually return will depend on a number of factors tbat are not yet quite clear. Lindner warns against assuming that tbe efforts to bring workers into the art world were completely unsuccessful. Some of tbe visitors who found innovations in art and sculpture in tbe GDR state exhibitions puzzling were interested in listening to explanations of what tbey were seeingZS
There is still considerable interest in the visual arts in eastern Germany.
The audience includes tbose who follow developments in contemporary east German art as well as a number of viewers still committed to an art that is socially engaged -wbo see mutual reinforcement in artistic engagement and SOCial engagement. But tbe isolation of many artists, especially of older artists of the former GDR is severe. It is aggravated by a lack of contact witb colleagues (which a number of other older citizens in tbe former GDR, not able to retain employment, experience as well). Many of the artists have withdrawn into their work and otherwise live out their lives privately.
Contrasts in style and content: East versus West and present versus past
The material problems of artists in the transition to the social market economy of west Germany were overlaid by -and intertwined withissues of artistic reorientation, tensions and conflicts between the east and west German art worlds, and changes as well as continuities in the ideas about the role of art in SOCiety.
One very experienced analyst of the east German art scene maintained that eastern artists were typically excluded from participating in the art 'quality' of art in the east. An artist and an art professor insisted that important positiOns in museums in the east and professorships in art schools are being given to we terners. They maintained that westerners who would have difficulty obtaining these positions in the west were being placed in museums and art schools in the east.28 However, there is little doubt that the younger generation studying in professional art schools take for granted their exposure to contemporary developments in the arts.
It is not astonishing that given the difficulties of surviving as artists in the east as well as the competition between 'east' and 'west' visual artists, there is only limited contact between them. Some easterners believe that westerners simply are not interested in eastern art, that 'eastern' culture simply has no valuez9
Although some nonconformist artists working in the GDR found support for their efforts in the vely concept of modern art and in the self-understanding of the international community of contemporary artists, a significant problem faced by a number of visual artists was their lack of familiarity with much of the art being done in western Germany. Some accuse western artists of being committed to constant innovation and experimentation. FlOgge identifies the idea of culture that defined the criteria of quality for GDR artists until the mid-1980s, when a new 'anarchic generation' became a voice in the art world:
A concept of the programmatic internalization was contrasted with the official euphoria of progress, which sought and found a connection to the western European classical modernism, at least by the time of Giacometti. This was an imminent political strategy of a cultural quest for identity; and it was also the crux that caused the works of GDR artists ... to fall out of the international context as their system of references disappeared. (FlOgge, 1998 33) Gillen notes that many painters from the GDR, 'basing themselves on Expressionism and Verism and taking their lead from Corinth, Kirchner, Beckmann, Dix and others, used the formal element only as a means to an end, to convey their oppressive, content laden messages' (Gillen, 1995a: 22) .
Rejection did not lead to a quest or experimentation in new forms, but to a 'historicism' of that which was modern. The problem of the GDR artists was to remove themselves from their society. They wanted to be citizens of the world, but their self-understanding in many cases had been shaped by the artistic world -with its particular contradic tions -in which they had always worked as well as by an intense engagement with their own society. After unification it was difficult for artists with such a connection to West European classical modern ism to enter the international art world; their terms of reference had disappeared.
It is probably fair to say that intellectuals and artists in the GDR identified intensely with their society, even if in opposition to it. And their art had a particular importance, in opposition or in support of the system, depending on the audience. The arts revealed a more complex world, ambiguities and tensions in the system, individual striving and anomy, a world that had less public discussion in the media. That was a crucial reason for the importance of art, its importance to the audience that followed it, and its importance to" ·the authorities who worried about its impact on the society.
The new openness of the western art world also diminished the importance of the eastern artist, at least in that sense. The Federal Republic had no use for state artists or dissident artists so that the pressure rests on the individual. Politically, nearly anything is acceptable; no one is interested to the same extent as in the east, even if certain works outrage critics for one reason or another. Tannert maintained that it is good for art to have lost its political meaning and to be judged by other criteria, by aesthetic criteria, which were less discussed previously than now30
But there are artists who want to be part of the world of con temporary art while, at the same time, rejecting a definition of their participation as pure individualism. For other artists from the east, there is too little public discussion of the modern. Creation is for the market, it is not serious in the same sense, it is a release from ideology and the search for truth, an arrival in randomness, according to one Leipzig artist . 31 The focus of many artists in the former GDR on forms and colors, the abstract perspective, is seen by a number of their colleagues as an accommoda tion to the market, 32 new trends, and museum policy, which these east German artists learned to-exploit: 'And, with the eye of faith fixed on Andy Warhol and Jeff Koons, they are convinced that the source of their new identity will come bubbling from the Deutsche Bank' (Tannert, 1995: 46) .
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Interestingly, from the point of view of east German galleries, especially in smaller places outside of Berlin, it is more profitable to exhibit more 'conservative' art that sells -and does so at more reasonable prices -rather than contemporary, more internationally recognized work.33
It has been noted that art which was different from that produced in the official culture had developed its own 'system of valuation' and that this system was not immediately accessible in the artwork itself. Because of this it was not critiqued in the west. FIUgge points to the importance of recognizing GDR art as an informative, particular path of recent European history rather than limiting it to a museum exhibit on totalitarianism and an unpleasant past34
More generally, there has been great sensitivity to the frequent parallels between Nazism and Communism -not only but also with respect to the visual arts -that are frequently made in west German political and intellectual discussion. A prominent eastern member of the art world complained about 'well-meaning' people in the west who speak about the two systems as if they were the same:
Whom are they kidding? It is infuriating to people here (in the east), even to those of us who fought for change and had difficulties with the regime. And it is dangerous because if they are not more careful, they will alienate the intellectuals who have begun to work with them . It is important to note that east German artists themselves are divided about their relationships to the GDR regime, which have on occasion become the subject of intense discussion. The New National Gallery had an earlier exhibition than the one discussed above, which included established east German artists along with well-known west German artists. Willi Sitte was placed in the middle of the entrance hall. At that pOint, east German artists who either never joined the Artists' Union or who tried to introduce change were upset that such established artists as Willi Sitte, the former head of the union and member of the Central
Committee were represented while they were not. These conflicts led to a number of public debates about the exhibition. And similar problems arose with the nomination of Bernhard Heisig to be included in the art exhibited in the Reichstag, the German parliament.
We know that there was considerable contact between artists who had left the GDR and the art scene in the west. There was also more frequent contact among artists in both Germanies in the years before unification.
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Concluding observations
The art world of the former GDR has been radically transformed, a process that began well before the end of the communist regime. Unification brought an end to its supports as well as the public mission and the ideological controls that characterized it. And the transformation opened unprecedented access to artistic developments in the west. The change was embraced by many, even though a large number of artists could no longer make a living from their art. For those who continued and for their audiences, the new situation required complex artistic reorientations.
Although the transformations in other eastern European countries were in many respects similar, artists and artistiC institutions in eastern Germany had to respond to the established and more powerful art world of the Federal Republic, which came to dominate unified Germany.
This particular closeness with one version of the west brought about by unification was a source of complex tensions. On the one hand, the west Germany art scene is closely integrated with international contemporary art and, furthermore, art in unified Germany enjoys considerable public funding, especially at the state level. On the other hand, the impact of west German art, art criticism, art galleries, and museums is extremely
forceful and yet not informed by a differentiated understanding of the art scene in east Germany, both before and after the fall of communism.
While unification opened up enormous opportunities for east German artists, the ali institutions of west Germany, the political groups involved in decisions about culture, and the more general west German audience found it difficult to evaluate much of what they were seeing, criticized the art for its conservatism or for its lack of originality and imitation of western trends, and undervalued the diversity that existed in the east German art world44 The art world of the GDR was viewed with skepticism and suspiCion in western Germany. For GDR artists the transformation came swiftly. It was a push into a different world with all its opportunitiesand potential dangers.
The problems of tranSition elucidate the special character of the art world of the GDR. This is most obvious in the transition from a public support system to the difficulties of surviving in a market economy, even if the west German soziale Marktwirtschaft offers buffering public supports in the arts as well as in other spheres of life. Less obvious, but in many ways more interesting are the insights that can be gained from the reorientations in artistic work, in the self-understanding of artists, and in their conceptions of the audiences for whom their art is made.
The complexity of these reorientations reflects the fact that the world of GDR art was not simply an artifact of a political imposition, vanishing once the coercive props were removed and transforming itself swiftly into another instance of modern and postmodern art. The public place of art, its role in a common and more egalitarian culture, and its parti cipation in creating a more humane society after the catastrophe of national socialism -these features of GDR art had real roots in the attitudes of many artists and parts of their audiences. The public mission corre sponded to older conceptions of the cultural importance of art, even if its substance was new and distinctly political. If it was perverted in the Stalinist years, the struggles for more diversity and freedom of expression added yet another dimension to art's public importance.
Echoes of these attitudes are found in the current art world of east Very few artists regret the absence of political control, which was loosened, though still present in the seventies and eighties. Yet there was
Rueschemeyer 149 a paradoxical correlate to political control, especially once it became less intolerant, that reinforced the public role and importance of art.
Those that ran into trouble with the authorities were followed by an informed and intensely interested if small audience. This contrasts with a sense that art now is both arbitrary and irrelevant. Some argue that a politicized art reflects flaws in the political society -politics belongs to the political sphere -and that the elevated sense of the public import ance of art is part of the peculiar COurse of German political culture4S
Yet the fact is that art has many uses. And whether a renewed yearn ing for a more important function in society will develop beyond a few small groups is an open question, especially since it is now possible to shape at least a political future through social and political engagement. (1998, 1999, 2003) . 4. Interviews with Eckhart Gillen (1998) and Banns Simyansky (1999). 5. Chapter 2 offers some comparative estimates which indicate that public support for the arts is far more generous than in the United States. In Germany, direct and indirect tax-based public support for the arts per head of the population is more than four times the amount spent in the United States.
A second difference is that Germany, like most continental European countries, relies primarily on direct public funding, while in the U ni ted States indirect tax-based support for the arts is roughly three times as large as direct funding.
6. For a detailed explanation of German cultural policy, see Burns and van der Will (2003) .
7.
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